University of Central Florida

STARS
Electronic Theses and Dissertations
2016

Nightgaze: A Microbudget Visual Mixtape
Maillim Santiago
University of Central Florida

Part of the Film and Media Studies Commons

Find similar works at: https://stars.library.ucf.edu/etd
University of Central Florida Libraries http://library.ucf.edu
This Masters Thesis (Open Access) is brought to you for free and open access by STARS. It has been accepted for
inclusion in Electronic Theses and Dissertations by an authorized administrator of STARS. For more information,
please contact STARS@ucf.edu.

STARS Citation
Santiago, Maillim, "Nightgaze: A Microbudget Visual Mixtape" (2016). Electronic Theses and
Dissertations. 5256.
https://stars.library.ucf.edu/etd/5256

NIGHTGAZE:
A MICROBUDGET VISUAL MIXTAPE
by

MAILLIM SANTIAGO
B.F.A. University of Central Florida, 2013

A thesis submitted in partial fulfillment of the requirements
for the degree of Master of Fine Arts
in the School of Visual Arts and Design
in the College of Arts and Humanities
at the University of Central Florida
Orlando, Florida

Fall Term
2016

© 2016 May Santiago

ii

ABSTRACT
Nightgaze is a feature length visual mixtape created by May Santiago to fulfill the
Masters of Fine Arts program at UCF. The mixtape is a study of autobigraphical depression in
metaphorical visual tracks. Originally conceived as an experimental narrative, it has evolved into
a form of essayistic distance within a narrative framework with experimental deviations. This
thesis tracks the project from its original conception, through the pre-production, production, and
post-production processes. It also formulates a plan for marketing and distributing the project.
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CHAPTER ONE: INTRODUCTION
Eleven years old. Razor blade to skin. Blood flow down a bathtub. Freedom. Acceptance.
Depression. From that age, I accepted that sadness was an inherent part of my personality. As I
grow older, the evolution of that understanding has grown more complex as well as the language
identifying what that sadness is. Since I was five years old, I have been drawn to the arts. I did
not have friends until I went to college. I would stay at home and read, write, draw, play and try
to write music – do my best to lose myself in my own world since I never liked facing the reality
of the world that surrounded me.
Andrew Solomon has best described depression as an inability to focus on anything else
other than that gloom in your head and your heart (“Depression: The Secret We Share”). The
worst part, identified by Solomon, is knowing how ridiculous depression seems. I have always
done my very best to be as proud of myself as I can manage, especially given societal pressure.
Yet, having depression complicates understanding. I often would feel like an outcast because I
could not be as easily happy with simple things like the rest of my peers were. I would chalk up
my exclusion from people as typical growing pains. I was not even friends with the outsiders.
College is where I tried to step out of my shell. I directed four short films in four years. I
completed an undergraduate thesis studying the representation of women in teenage media. I
moved out on my own. I also went through the most difficult four years of my life that my own
volatile childhood could not prepare me for. My environment was mostly young white men and
working film sets to the point of exhaustion. I do not regret this period in my life, but it made me
extremely confused about how I approached my artistry. Original ideas would come to me,
which were then molded into indistinguishable results because I felt pressured, yet again.
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If it was not changing my ideas, it was a pressure to work with the correct director of
photography – always a white man suggested to me by usually another white man. As a Puerto
Rican woman, this felt like a white and gender washing of my own ideas. Forget about the right
men; I also had to make films a very generic and limited way because that was what was being
taught to me in the program. Every time I finished a short film, I felt frustrated over the end
product. It was a shadow of my voice masqueraded by other unwelcome embellishments. I did
not really get along with any of the people surrounding me either; I found the environment
vacuous and superficial. Relationships were complex and undefined. Even worse, I was never
comfortable in my own skin in regards to my artistry or my personal identity.
This is where Nightgaze started.
Origination
Nightgaze is a visual mixtape expressing my autobiographical depression through
narrative, essayistic, and experimental forms. The “visual tracks” (the scenes) are separated
between different styles and motifs. Making this film has been a method of liberating me from
this chapter of my life whilst also morphing my strengths as a filmmaker and a person into a
unique cinematic language.
Progressively, I have released more and more of myself into the work until it has become
exactly what it is – a filmmaker using narrative constructs and experimental deconstruction to
create a piece built over real life memories and delusions offered by my mental condition.
Through the navigation of these tracks, the viewer will be able to participate in how this
experience felt – activating different modalities of viewership than strictly narrative, strictly
essayistic, or strictly experimental. As defined by Laura Rascaroli, essayistic cinema “posits a
well-defined, extra-textual authorial figure as their point of origin and constant reference …
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strongly articulating a subjective, personal point of view.” I would use a narrative character to
achieve this constant reference as well as break through the narrative work with my own
authorial voice. This work is completely representative of a large part of me and therefore
incapable of being replicated or fully understood by anyone else because only I lived it.
Nightgaze has taken on many different forms over the course of three years. When I
entered the program, I wanted to make something upbeat to combat a lot of confusion and hurt I
felt at the time, until I realized I had to create something that felt genuine to me in that moment,
which was my depression. I could not fake my way through another story that would feel
hijacked from me for three years. I wanted to take every single thing that influenced me in that
period and convert that into a distinct visual language that was representative of what I felt my
depression was, what I learned it to be, and what it became with various interpretations of a
cycle.
Originally conceived as an experimental narrative film, Nightgaze is a diaristic-based
visual mixtape with narrative, experimental, and essayistic dimensions in presentation. Milane is
the main character of the film, which follows her through a 72-hour routine in her life. She is
depressed and unsure how to fix or define it. Slowly, each situation she encounters escalates the
stakes in her life as she finds difficulty being able to understand herself or her surroundings.
Depression very closely refers to lethargy of a self. However, my specific depression
included hallucinations and metaphorical demons, passing as characters in my life as well as the
reality I was submerged in. Thus, the rest of the characters in the film are nondescript people in
Milane’s life. They are easily replaceable in nearly every situation she encounters. The narrative
is driven by her emotional reactions to the stimuli around her. At the height of my depression, it
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was difficult to separate between what felt rational or irrational, real or not real, myself or not
myself. My attempt with this project was to exhibit those feelings visually.
I was able to construct symbols of characters representative of the events and situations in
my life to play with the malleability of reality. I could separate these realities as distinctive visual
tracks symbolic of what each struggle was and felt like within that delusion or perspective of
reality. I did not want to make a film about depression. I did not want to tell a story of uplifting
struggle. Instead, I wanted to create a visual compilation of how I could make depression feel
within a stream of consciousness approach, within the boundaries of a faux narrative. I planned
to separate perspectives in the film using separate forms of media, such as super 8 film, mobile
phone tryptic presentation, and many digital manipulations and surreal sequences, to give each
separate track its own visual language. When stitched together, the piece would be a visual
mixtape of the experience of my depression from my perspective veiled through a fictional
character who represented me. Comprehension felt impossible during my depression. Thus, I do
not want this to feel like a comfortable film. I just want it to be experienced.
My primary goal for Nightgaze was to finish it and be proud. I wanted to be able to prove
to myself that I could emotionally and tangibly complete a challenge through reclamation. I can
say I did my best with Nightgaze, and I grew emotionally in so many aspects for which I
absolutely was not prepared. One thing that kept true is I never cared how many people were
able to see the final product, especially as it grew more and more insular and less shrouded in
narrative disguise. The project eventually morphed into something that breathes me in every edit,
visual, and juxtaposed meaning. I lost a lot of friends making this. I compromised with a lot of
ideas I originally had. None of it was easy and even defending it at times feels significantly risky
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to me. But Nightgaze accomplished that golden goal: I made something of which I am
extraordinarily proud.
Defining Objectives
As my film shifted in form and tone, my goals and how I would approach my depression
had to follow suit as well. I also wanted to take this opportunity to make a film about what truly
inspires me. For me, an art form I have always gravitated towards for inspiration is the music
video. Music videos, in their short form, represent such a release from structure (as well as a
transformation from feature-length projects) and a celebration of visuals that happen in short
spurts. This was the genesis of my visual mixtape idea.
Defining how I could lift from music videos and their form was my first step in realizing
my project. How could I connect this media form to exhibiting perspective of autobiographical
depression? For this, I returned back to Solomon. He identifies those plagued with depression as
having “delusional perspectives” when experiencing rather mundane situations – something I
have been victim of time and time again (“Depression: The Secret We Share”). The music video
with its free-form experimentation represents many breaks from reality. According to writer
Carol Vernallis, music videos “emphasize discontinuity and strangeness… along with departure
from traditional ways of organizing visual materials” (111). This is exactly how I wanted to
present it. I wanted to use my biggest influences: my life, music, music videos, and multiple
approaches to media – to display this visual mixtape in a unique form. Vernallis expands on this
further:
“The image can even seem to imitate sound’s ebb and flow and its intermediate
boundaries. Through technological advances, such as video editing, digitization,
and new pre- and postproduction techniques, the image has become as voluble
as speech.”
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This became my mantra – guidance on how I could draw inspiration from memories and
how to represent them in a tactile way, what mediums to go into, and how to assemble the final
product to reflect this ethos. Therefore, one of my first clear goals was molding the music video
form into a full-length narrative structure. Every scene serves as a music video in theory, each
with a distinct visual style and soundscape, which are both absurd yet grounded in some reality
that is true to the narrative scene’s intention. Music videos are characterized by “visual
discrepancies” that alert the audience to the absurdities found in either the actual plot of the
visual form or the structure of the song (Vernallis, 119). This also ties back into the “delusional
perception” common with those with depression.
This connects to my second goal of presenting the film as a visual mixtape. Since my
inspiration stemmed from a musical form, it came very natural to me to see how I can arrange it
musically. At first, I thought the idea of a visual album was very strong, reminding me of
Beyonce and Frank Ocean’s forays into releasing full visuals with their music as a package.
What I realized upon more thinking is that a more appropriate musical term would be a visual
mixtape due to the referential and inconsistent nature of it. I would also be presenting some of
my different tracks as “interludes” akin to those found in many mixtapes specifically.
As well as tying into a music video approach, I entwine this with an essayistic approach
through “articulating questions of authorship, enunciation, narration and communication… [to]
express a subjective viewpoint” (Rascaroli, 11). Some of these interludes will be narrated and
some will not; the point is to bend the expectation of viewpoint and experience. As a spectator,
how will the viewer relate these interlude-interjections with the visual tracks? An example of an
interlude in the film is the break in landscape shots. As each landscape interlude plays, it
precedes a scene that is related to these essayistic breaks in context and point of view. There is a
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contemplation of water, a contemplation of concrete visions, one of forests and trees, another of
lights in the darkness. These landscape-focused interludes inform a frame of mind. Appendix A
has a full visual breakdown of the tracks and interludes for reference.
I wanted to reveal more of the character – and in turn, myself – by showing the changes
and representations in hues of form rather than through direct actions. Vernallis states that music
videos by their nature are built to be “very warm and inviting, yet reactionary” in their approach
to images (56). The viewer is introduced to a familiar image. Then, something about this image
reacts in an unexpected way. If I were to boil down an intention for my film so simply, it would
be through those words. There is an attempt of narrative linearity in Nightgaze. Yet, the rebellion
to traditional visualization is what makes the form reactionary and experimental, morphing
deeper into essayistic forms. It also informs the film through an explicit bias, something defining
of essayistic films by “expressing biased opinions on reality and capable of significantly
connecting with that reality in ways which are unpredictable and difficult to codify” (Rascaroli,
12). This very notion correlates back to the warm and reactionary approach inspired by music
videos, tying the two media forms together.
For example, a popular music video technique is a change of perspective. Most narrative
films are filmed from the third person perspective so that the camera acts like an invisible wall,
taking in a scene objectively. Music videos often “create a sense of narrative…by presenting an
alternate point of view” (Vernallis, 10). Kanye West’s "All of the Lights" visual (directed by
Hype Williams and inspired mainly by Gaspar Noe’s Enter the Void) is shot mostly from the first
person point of view juxtaposed against flashing images of neon colors.
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Figure 1: Kanye West “All of the Lights” visual

Figure 2: Kanye West “All of the Lights” visual

The visual itself has a warning to all viewers, stating that due to the frenetic nature of the clip,
persons susceptible to epilepsy should not view the images. This kind of disclaimer is very rare
in traditional narrative. The accomplishment from the first-person point of view in the clip is to
illustrate the over-stimulation of the protagonist in a five-minute video. I adopted a similar
technique for Nightgaze through three different perspectives.
The first is objective third person. This is where the camera will be shooting Milane from
a traditional perspective. The second is subjective third person. This is where Milane will interact
with the camera itself. The third is the first person point of view. This is where the viewer will be
experiencing Milane’s perspective firsthand. To me, this gives the illusion that the viewer is
watching a film controlled in the way that Milane wants to present herself. This is how I want to
8

present myself and a period of my life through a guise of a narrative character. The viewer is
watching something controlled by Milane’s (my) mind and choices. This gives power to the
narrative of a woman telling her story instead of being displayed objectively as a product of
consumption. She controls her own framework.
Framework control and method of enunciating is another piece to absorb from the
essayistic structure, having Milane (the enunciator, in this case) “postulate the existence of
authors who are empirical subjects, explicitly engaged in the production of an account of
themselves and their point of view.” (Rascaroli, 11) It will be clear visually and narratively that
the story being told is done on her terms, which is the mind of someone who is hindered by
deluded perceptions. “Not conforming to type” is a key trademark of music videos (Annesley,
28). Really showing the nuances of Milane’s personality through the switching of perspectives
will show all aspects of her identity.
My final goal in mind was more production-related. I hated the larger crews of my
undergraduate career, thus making me want to keep my crew small and intimate. I started out
with five people as my only mainstays: Jon Bowen, my cinematographer; Jason Underwood, my
production designer; Sarah Ortega, my producer; Jenell, my actress; and Rashaad Rosalle, my
editor. I was intent on using only women for additional crew members. I disliked the all-male
environments of my undergraduate studies and I wanted to give opportunities to women in the
film program. I felt like it would contribute to a more positive environment. I did not want
anyone involved who could not relate or understand the subject matter since I was essentially
fictionalizing my depression in a flexible form. I wanted this to be something everyone enjoyed.
I thought if everyone crafted this with love and great intent, a great final product would emerge.
This goal was one I would not be able to accomplish.
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With all of these goals in mind, I prefer to pitch my film this way:
A visual mixtape about autobiographical depression within a narrative framework with
experimental and essayistic deviations
The visual component is the form of media itself – a film. The mixtape component is from the
perception of labeling the scenes as “tracks.”
Designing the Film
I set out to accomplish these goals starting in 2014. Jon is an accomplished
cinematographer, and I let him know what I wanted to do visually. While he was very warm at
the beginning towards my ideas and their ideals, he did give me a dose of reality by letting me
know he did not want to train people on the go for my film. To create some of the looks I really
wanted, I would also need more people. Since I was not paying anyone for this film, I knew I had
to listen to the person who would be doing as much work as me. I would hope he would find
mainly women but quickly soon realized it was going to be another male-dominant set. This
deviated from one of my goals already; however, I did not feel like I had enough clout to fight on
that conditional. I trusted Jon and allowed him to cherry pick his crew to accomplish my other
goals that were more achievable within my control.
2014 is when I also met my actress. We were introduced by Jon, who found her via the
Vine application. Her name was Jenell, and she reflected a lot of who I used to be. Very creative
and hailing from a Puerto Rican family, she was everything I wanted to embody my character
and myself. That year, we started spending time together and talking about the scenes. At the
time, she seemed very enthused to approach this. I was as well; there were moments where I felt
like we misread each other, but I thought that was part of the process. I never had too much
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investment in actors previously, yet I really wanted to hone this relationship so the film would be
as raw and incredible as I knew it could be.
That first year was spent doing a lot of planning on my own. I broke down all my visual
references and sequences. I made small videos on Vine and Instagram to test these out. It would
be Jenell and I working together, trying out framework ideas without anyone else involved. I
contacted locations and did the brunt work of the producing. I did not have a producer at the time
– Jason and Sarah did not come into the picture until early 2015 – and that first year filled me
with a lot of hope. I was really excited to start the legwork of the project come the New Year.
The first time I realized things were starting to fall apart was in the spring of 2015. Jenell
started to get into a deep depression where she would not even talk to me. I felt conflicted
between being a good friend and someone who could not afford time to cut out of my production
schedule. I offered to meet her many times, just to talk, and she kept blowing me off. When I
tried a different approach to talk to her about the film, she would rope in Jon and pivot
arguments between the three of us. Then, there was the issue of her lack of transportation to and
from the shoots. As these separate but related issues snowballed, I had to make a decision a
month before we were scheduled to start filming. Was I ready to shoulder this conflict for a year
plus? Who would replace her? What would I do?
I decided to let Jenell make the decision. Was she ready to do this film with long hours
and stressful days? Could she handle it? Once I gave her an out, there was no hesitation on her
part. In the spring of 2015, I had started to transfer responsibilities of producing to Jason and
Jacob, my production design team. I had already told them to keep a lookout for other actresses,
and a name I had worked with before – Croix Provence – came up. As Jenell disavowed the
production a month before starting, Croix quickly stepped in to take over the role. This left me
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entirely ambivalent and a bit uninspired, though it still let me finish my work on time. Jenell was
someone with which I had spent a whole year working on scene drafts with. She was my
ethnicity, a requirement I felt strongly about for the character. I related to Jenell. Croix and I
would never share these traits and still do not do so. Yet, it was a judgment call I had to make as
to not delay my trajectory. I do not regret choosing Croix as my actress, in hindsight, because she
does a serviceable job to the character. I would have preferred to connect to my actress’
performance on an all-encompassing level, but this is not the reality of my film.
Another issue that started to arise in April and May of 2015 was my desire to work with a
female crew. I had done some scouting on my own and collected some names and given them to
Jon. When Jon looked them over, he deemed none of the women I listed as qualified and he did
not want to workshop new people on what to do on set. This disappointed me, but I realized I did
not have enough time to fight for one of my production goals. It would have to be the people
who Jon found skilled enough – mostly men save for two women. While this was coinciding
with what was going on with Jenell, I could not try to fight two battles as I was doing all I could
to keep the actress I wanted until the very last minute.
Despite these immense fallbacks, I knew I had to power through. Croix was very excited
to tackle the project. Jon was excited with his crew, and I knew I was going to make the best of it
and focus on getting the film into production smoothly. The actual legwork of my drafts helped
in location scouting, most of which I did myself, so it was not a total loss to have done that work
with Jenell. The production also grew in size and scope; something that was not in my plans, but
I trusted Jon and my crew to know what they were doing. This ballooned my budget a bit. The
good thing is with Jason and Jon’s connections, a lot of the more grandiose aspects of production
were free or at a lower cost. There came about a compromise of me being willing to spend a little
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more and favors being brought in. When production started in June of 2015, I felt like we were
as prepared as we could be to tackle what was incoming.
Production
The first day of production was a total disaster, with crew not being followed up on
properly and people not showing up in time ready for scenes. We started on the UCF soundstage,
which was representative of the open spaces of ambiguity for my character, and what I thought
to be an easy space to work in. However, Jon wanted a lot more manpower that we did not have.
This caused a lot of tension between us and we ended up having to reschedule many of the first
shoots for later on in the summer. Originally, I wanted to shoot in order to have a natural
progression for myself and my actress but it was clear – nearly from the get go – that this would
be impossible due to the hindrances that kept arising in production.
The summer of 2015 would feel like one of my longest summers in my life. Crew would
drop off and be picked up. Consistency felt very rare. I did not feel Croix was committed to the
project though she always performed. Jon and I’s relationship strained quickly because I
preferred more intimate sets, and he would keep enforcing the need for large manpower. After
the first month of production, working mainly on the weekends, I just wanted it to be over. My
desire to see the project through kept flailing, and I withdrew from most everyone in my personal
and professional life. I was sure that the project would not finish on time. I felt the MFA classes I
took preceding this did not prepare me for this task, and I was unsure I even wanted to keep
going. Nevertheless, I just went on. We would continue with whatever crew we had. It was not
pleasant, but it occurred. Jon took on the task of processing the footage and I was not able to cut
the film as I went as I previously wanted to. But I had to just continue. There was nothing else I
could do other than give up.
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One thing that started happening and became clear is we would often not have enough
time to shoot things because there were not enough people to complete the scenes. I would be
cutting shots, scenes, and sometimes entire locations. When it was happening at the time, I had
no idea what I was going to do. I would say we would get it in the fall or the spring, pushing a lot
of my production catchup into 2016, which is when I wanted to finish the film and my degree.
There was one principle I was sure of regardless of how the footage would end up looking: I
refused to do any reshoots or pickups. Jon was very insistent that perhaps it was necessary, but I
did not want to keep pumping money into a situation that was not working for chemistry reasons.
Also, I was still completely self-funding the film. It was not feasible monetarily. I would have to
contemplate this new problem in post-production rather than try to focus on it in production
mode.
By the end of 2015, most of my film was shot, though I lost about a third in the
production process by cutting out scenes. By that time, we only had about one or two loyal crew
members and an increasingly busy Croix. If I had to redo anything about my production, it would
have been to star in the film myself and keep the crew to a very minimal number, such as three
or four. This would have completely overhauled the look of my film, but it would have been
feasible, more personal, and exactly what I wanted my film to be from the beginning. The most
glaring issue is how poorly produced the film was – or rather, the work I laid out by myself
beforehand was not enough for a first-time producer (Sarah) to tackle on her own. The project
was too large in scope, and I was wearing too many hats myself. Now it was time to move on
and figure out how to solve the problems that were now posed to my project.
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Reclamation
The start of 2016 seemed daunting. If I wanted to graduate this year, I would have to
connect a lot of dots and make up for a lot of lost time and arguments had. However, this period
was when I finally fixed the problems of the last year and began a new goal that was always
within myself: finishing this film on my own terms through reclamation. I had about a third I
now had to fill and I had to think what connected all these pieces together. At the time, I was a
teacher assistant for two professors on my committee, Chris Harris and Lisa Danker. Assisting
these projects when I did salvaged my film because I drew heavy inspiration from both classes.
In my fall 2015 class with Chris, I assisted in Experimental Cinema, which was based
around super 8 projects. Previously, I had flirted with super 8 integration into my film but nixed
the idea due to budgetary restraints. With some money leftover due to not shooting certain
scenes, the cost for obtaining film was on par with what I could afford. Three months later, I
would assist Lisa with Film Theory, bringing me back to my undergraduate studies of essay
films. The gaps started to fill very quickly. This was no longer a film about a character
representative of me. This film was me. I would reclaim this narrative through essayistic
tendencies present in diaristic films and stream of consciousness presentation. For the first time
since 2014, I felt something very real about my project: excitement.
In these last six months or so, I have done more work in my film than ever did before
because I know exactly what I am doing and what I want to say. I do not feel the pressures of
time or uncertainty. I am using years and years’ worth of ramblings in journals, as well as fifteen
minutes of naturalistic footage I shot this year with a super 8 camera, to bridge these gaps of
narrative and make a true representation to how my depression felt. This was always the primary
goal. I have learned so much about film, intention, and theory so quickly because everything
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makes sense and lends itself to the form of my film. Explaining my intent is so clear because I
was able to finish this last part completely on my own save for one other person, Rashaad, who I
used for the technical completions of more abstract techniques I had not yet mastered. Every
creative decision became my own again.
In this process, I have lost a lot of friends who claimed that they signed on to my project
for a specific vision, and it became something they did not want to be a part of. I wish I could
feel sadder about these occurrences, but I do not. In the past, I would have bent and stuck to what
other people wanted my vision to be. There was no way I was going to let any of that even
possibly happen again. I may have had no idea where things were going to go for about two
years; yet, what I love about my resilience is that I figured it out through inspiration and not
guidance. I got to this path on my own.
Nightgaze is about a journey. Making it was my journey. It probably will not be the film I
have been dying to make all my life, but it is the only film I can make right now. And for that, I
am so immensely proud of everything it is and everything I am because of it.

16

CHAPTER TWO: PICTURE

Figure 3: Visual Track 01

Figure 4: Visual Track 02
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Figure 5: Interlude 01

Figure 6: Interlude 01
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Figure 7: Visual Track 03

Figure 8: Visual Track 04

19

Figure 9: Interlude 02

Figure 10: Visual Track 05
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Figure 11: Interlude 03

Figure 12: Interlude 04
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Figure 13: Visual Track 06

Figure 14: Visual Track 07
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Figure 15: Visual Track 08

Figure 16: Interlude 05
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Figure 17: Interlude 06

Figure 18: Visual Track 09
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Figure 19: Visual Track 10

Figure 20: Interlude 07
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Figure 21: Visual Track 11

Figure 22: Visual Track 12
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CHAPTER THREE: RESEARCH
Pre-Production Materials
Nightgaze went through about thirteen drafts before I figured out how to present it in
screenplay format. The original script read like a novel, something that was commented on by
nearly everyone who read it. They loved the way I could write and they loved what I was trying
to say. However, they were all stumped on how this would be depicted visually. It took a class
with Professor Kate Shults for me to devise two companion pieces to the script: a visual
breakdown and a production summary.
The screenplay reads as a narrative piece with Milane going through these situations. It
read simply and without much addition in detail, which I saved for the production summary and
visual breakdown. In 2016, a fourth document supplemented the script materials. There is now
an essay portion, which is mostly original material compiled through my journals, that is read
throughout the film by both the character and myself.
Whenever the script is vague in location, the production summary supplements with
necessary logistics. For example, the production summary includes location, mood, emotive
purpose, ideal length, and a detailed description as to what the track or interlude references. The
visual breakdown then condenses this into only images for storyboard and shot list purposes.
These documents helped me keep the cycle of my film in a free-form manner, allowing
me to rework some segments to fit better into others with flexibility. They kept shifting
throughout production and especially in post-production; all of them became fully realized and
self-reference each other in a way that is dependent. None of the documents explain the film on
its own. Each one informs the final visual iteration.
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The following pages include the first draft of my script as well as the final shooting draft.
After those pages are the production summary, visual breakdown, and essay portions. The
production summary is what informed how I was going to make the film and what it represented.
The essay portions are what is read in the film in the essayistic deviations, which are referenced
in the visual breakdown. In total, these four documents are what I have used to plan, make, and
finish my film.
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Script 1: First Draft of Screenplay
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Script 2: Final Draft of Screenplay
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Script 3: Production Summary/Notes

96

97

98

99

100

101

102

103

Script 4: Visual Breakdown
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Script 5: Essay Excerpts
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CHAPTER FOUR: MARKETING PLAN
Since I started my undergraduate degree in 2009 to now in 2016, film marketing and
distribution has taken many sharp turns. It currently lives in a field of unpredictability. Seven
years ago, Netflix was considered a fad. Now streaming tends to be the preferred method of
ingesting media in the current age. Film festivals do not have the same amount of clout for
independent filmmakers and self-distribution tends to be the new cutting edge when it comes to
getting as many people as possible to see a film. Distribution is especially tricky considering how
much profit has fallen with the return of investment. More and more of the general public find
their media online. This translates into having to reinterpret what success means for a film.
I have come down from having extremely ambitious distribution plans, such as a
traveling road show, to now focusing on the audience being able to experience the film in the
most innovative and personal way possible. Therefore, Nightgaze has very specific exhibition
plans with a shortlist of film festivals to help establish myself as a filmmaker within the circuit. I
will be doing three separate exhibitions over a weekend in the spring of 2017. These are planned
to take place at the Downtown Orlando UCF CEM building. I will show the linear cut of my film
in the screening room next to the soundstage. Then, there will be an option to experience the
interlude/visual track worlds of the film through an interactive exhibition. After these three
special screenings, I plan to stream the film online on Vimeo to anyone who is interested. I do
not think I will put a cost to stream it just yet or I might have a limited free run and then do a
nominal fee after that. There will also be an option to purchase a DVD package on the film’s
website. I do not expect there to be a crazy demand for that, though whoever does decide to get a
DVD package will get a DVD copy of the film, a short story about the world of Nightgaze,
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screenshot postcards, and a personalized actual mixtape with the film’s score on one side and an
accompanying playlist on the other.
Film Festival Strategy
I am not planning to submit to many film festivals due to the odd mixture of elements in
the project that do not make it strictly experimental, strictly narrative, or strictly essayistic. I do
not want to spend an exorbitant amount of money submitting to film festivals I know I most
likely will not get into. Nevertheless, the film festivals I am eyeing veer more towards the
experimental side. In the past, I was accepted into hyper local festivals, such as the Fort Myers
Film Festival, or feminist film festivals like the Brooklyn Girl’s Film Festival with my
undergraduate thesis film, Little Girls (2013). I will most likely submit to those few again since
they have accepted my work before, though the tone of Nightgaze is different from my previous
projects. The other film festivals I am considering are South by Southwest, Female Eye Film
Festival, Chicago Underground, and Flex Fest.
I also am considering submitting to any video exhibition-type curators with a proof of
concept that my three screenings in the spring will give me. I do not expect to get too lucky with
these, but it is the only other manner of presenting my film that I would consider. Otherwise, I
want to be very grassroots in my manner of sharing my film. It is too personal for me to try and
bend into a marketable form – it is either going to be shown the way it is supposed to be shown
or I will not allow anyone else to try to exhibit or distribute it.
Spring Screenings
One idea I have always possessed clearly in my mind is the ability to do the interactive
screenings at UCF. I will do my best to get a press release in Orlando Weekly for these
screenings, as I think there might be some interest in the local art scene to view something pretty
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unique. Nevertheless, these screenings are primarily for my cast, crew, and faculty so they can
experience Nightgaze the way I always saw it in my head and not just as a linear cut.
The linear cut of Nightgaze clocks in around seventy minutes. I will show this cut first so
the audience is familiar with the worlds, the tone, and journey of the film. Then, the audience has
the option to enter the exhibition. There are seven interludes in the film and twelve visual tracks.
I am going to do seven worlds in the exhibition that cross-section most of these tracks and
interludes: Wolf World, Funhouse World, Dance World, Film World, Fair World, Black World,
and Beach World. These are tentative titles for now; my best friend is working on the short story
that will accompany these worlds, so more formal names will be applied as the screenings get
closer.
The soundstage will be divided into these seven sections, and each section will have its
own video installation. Some of these worlds will only have one screen. Some will have
multiple. For example, Wolf World cross-references Visual Tracks 5 and 8 and Interlude 1. A
heavy motif in all of those segments is multiple screens. The idea is to recreate these scenes in
these spaces. I will have these soundscapes playing. I will have footage rolling in continual
loops. I will have props people can interact with, such as the masks, so they can literally
experience the situations Milane metaphorically experienced. When someone is done with a
world, they can then go to the one adjacent or they can cross into a separate world on the other
side of the room.
This plays directly into the visual mixtape format of my film and its remixability. The
film has a linear cut that will not change. It plays well in that sense. However, the film is my
metaphor for depression, which is cyclical and can be jumbled into different juxtapositions that
give the film and its contents different meaning. That is what this exhibition represents. There
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will also be a short story accompanying the exhibition that I will hand out like a program so that
people can read the fictional story of Nightgaze and its worlds as they explore them firsthand.
The mixtapes I reference with the DVD package will also be available for sale at these
events. I might also sell DVDs there, though I am unsure if there will be a demand. I will
probably make ten or so as a failsafe just in case. The first screening I will do for free, and then
with the other two, I might charge a fee of 2-3 dollars aside from cast and crew. I might do them
all for free. I am not too certain on this as of yet. The purpose is not to make money off of these
screenings whatsoever. I just want to exhibit the film the way I always imagined it to be.
If somehow these screenings are a hit, I will use them as a proof of concept to submit to
art schools, museums, cultural centers, and video-exhibition curators to see if I can travel with
the film. I do not have a lot of faith in this as I think this is such a niche project, but I am open to
all options provided my vision for the film and exhibition is not compromised. I never went into
this knowing I would make money or wanting to. It is why I kept all the funding to myself, and I
am very proud of that.
Self-Distribution
Once these screenings are done, I am going to put Nightgaze on Vimeo to stream. I will
do a limited-time free run, most likely a week or so, and then charge 2-3 dollars to stream each
time. I will also set up a section on the film’s website to be able to purchase the care packages
for the DVD; I am looking at doing those for 10 or 15 dollars. I would need to see how much the
cost is at the time next year. My goal is not to make anything from the film astronomical or
unreasonable. The whole point of the film is to make it feel personal and to be personal with it.
This is where I am coming from in the distribution aspect and its marketing.
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My film is never going to make back its budget nor did I go into it wanting it to. The
whole purpose was to be able to afford to finish it and make it in a way I was extremely proud of.
Now that I am starting to reach the final stages of this process, I am grateful I was not bankrupt
by the film. I want to personalize the experience of viewing it as much as possible rather than
just throwing it up on a screen to show it. People dedicating two to three hours of their day to
watching something I have made is a deeply emotional and intense experience for me. If I am
able to show that type of care in the way I approach the “marketing” and “distribution” of it, then
I feel like I stayed true to what I wanted to do as well as reinterpreted an entrepreneurial method
that involved no other sources than me.
Poster
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APPENDIX A:
VISUAL REFERENCES
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VISUAL REFERENCES/EXPLANATION

Given that the inspiration for this film was, by and large, music videos and a few other
sources, I thought it extremely important to break down these references entirely in postproduction for analysis. I did have to figure out what my film was and meant as I went along, but
I promised myself never to make up anything just to be done with the whole process. I want this
film to have meaning in every reference, edit, and explanation I give it. Therefore, this section
will break down the visuals for each visual track and interlude by reference, including citations
of literature that helps tie all these tracks and concepts together to create my whole film.
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VISUAL TRACK #1
Original Reference: White Sea, “Prague”

It was always a bold move to immediately start with a narrative scene in a clearly staged
world. In early drafts of the script, I tried to tie this idea closely to a narrative by making sure I
had a lead-in shot or an ending shot showing the implied crash so the audience would not be too
confused. Up until the fall of 2016, I even had an idea for an animated credits sequence to act as
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the introduction passage into the film. After meeting with my committee, I stuck to my original
gut instinct, which was to keep the scene as is and begin the film in an open space. The idea did
not come to me until I saw the video for White Sea’s “Prague.”
In the beginning of the clip – a clip that is interspersed throughout the four-minute song –
she sits in a car on a soundstage with minimal fogging as she sings the song. The passage of light
is implied and the fogging amplified as it continues. The clip reminded me of a Vernallis quote
about “image giving up autonomy and abandoning representation to gain flexibility, play, and
polyvalence in meaning” (112). This film is about feeling alone at its very essence. The image
from the White Sea video struck me so hard and became the symbol of this scene. The dialogue
itself is asinine; the scene itself does not really mean anything. However, the isolation of an
unknown space, the hard separation in the visual between the front and back seat, and this
mysterious light-fog flooding the car and area as the scene continues is enough of a statement on
its own. It does not matter what any of them are ultimately saying. This is what Milane’s
loneliness is – completely separate from anything around her.
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VISUAL TRACK #2
Original Reference: Jean-Luc Godard, Pierrot le Fou

This was one of the tracks influenced by a specific film, which reminds me a lot of music
video production due to its falseness in presentation. This particular scene in Pierrot le Fou does
not literally read about falseness, though what originally drew me to it was how the same shot
would be set up in what was to be different rooms in different colors. I loved that play of worlds
within a party to form a sense of visual consistency and confusion at the same time. Is this the
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same room? Is this all the same party? Though the visual reminds me of the music videos I have
been studying for three years, the intent behind the reference and the scene skews closer to my
readings on essay films.
Rascaroli identifies essay films with the ability to have the “text reveal its author… and
to keep him in his or her view” (11). The text in this scene does not come from the directness of
a voiceover but rather, what is this socialization going on in these three different rooms? What
does each room represent now that we are in a real place, in a real party? We are off of the
soundstage, but there is no explanation for why we started in an fictive world in the first place.
Also, this scene is completely fictive in content; there is no break from the dialogue aside from
the navigation and juxtaposition of the edits formulating the paths of each of the characters. That
blend of artifice and reality is what I keep playing at myentire film. I get much more literal with
the use of voiceover in latter scenes or completely metaphorical when just embracing the fauxness of a space with the faux-ness of a lack of enunciation. But there is always a balance that is
being played with, and this scene and reference is the beginning of an integration that gets more
and more haywire.
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INTERLUDE #1
Original Reference: Animal Collective, “Applesauce” / David Lynch, Twin Peaks
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This is my first interlude and my first break out of the implied narrative structure. There
is a soundscape of machines running underneath the music as the audio plays in an interlude that
consisting of two parts – the only one that is of its kind in the film. I chose to identify this as an
interlude instead of a visual track because of the world it represents and the frame of mind it
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informs. This time it is following a track instead of preceding it, yet it accomplishes the same
purpose. For this, I was inspired by the visuals of the Animal Collective video for the “meaning
that lies in the give and take between sound and image… and in the relationship to its continuity”
(Vernallis, 112).
To expand on that further, the beginning of the interlude is still tied into that narrative
world as Milane finds her friend again. Slowly, through the influence of drugs, she is summoned
out of that reality into a faux world representative of what is going on in her mind. The
soundscape of machines starts after that switch in perspective as the visual also shifts into that
faux space again. I liked the suffocation in color and image of the Animal Collective video that is
then transformed into a set with people clearly wearing wolf masks. There is no pretense about
that. These people are not anything else. Yet, the viewer has clues in the images that this faux
world used to be the party scene from before. There is the mirror and easel, the chairs are the
same. This detail is more minute but the partygoers in the previous scene make an appearance as
wolves here. This is a motif repeated later on in a visual track that transitions into an interlude –
these wolves and what they mean to her, the viewer, and the author (myself).
I reference the Twin Peaks image because it was the first idea that came to my mind
when I wanted to represent all these different things. The dream sequences in the show lend
themselves to a very real place that is not real due to what is going on in them. Finding
references that played with this duality was the bulk of my planning for visuals in this film. I
chose visuals I loved for arbitrary reasons, such as the Animal Collective video, but I also tried
to choose specific references that embodied these dualities. The very first interlude is a perfect
example of this.
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VISUAL TRACK #3
ESSAYISTIC BREAK

As I started to reconcile the problems I had in production and attempted to figure out
better explanations and intent for why I would keep scenes or get rid of others, I looked at my
Walmart scene a little deeper. Originally, I loved the idea that she took control of the framework.
This was now Milane showing Milane things. This was something I would do on my own, based
out of my own life, but there was still a reason I needed it to be in there. As I have edited
everything together, listened to feedback, and tried to weigh the importance of scenes, the
Walmart scene very clearly became an essayistic scene for me.
In Rascaroli’s book, she mentions the distinction between non-fiction and essay film to
be “a commitment of the texts, not between the surface structures… the modality of viewing is
what makes it distinct” (12). This application to this scene is especially poignant because it
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started off as a take on narrative non-fiction. How can a character take control of her own
viewership? Instead, what I did differently was implementing the voiceover in the track. Not
only was this character going to take control of the framework, now she is going to talk to the
viewer. The camera is now in her hands. The narrative is being controlled by her instead of a
third person intake. This is a seed that gets planted and returned to later through yet another
framework – complete first person POV of landscapes and meditative images.
The Walmart scene is what begins to break the mold further from this narrative structure.
Why is she deciding to talk about the image as she participates in it? Could this maybe be the
character’s film on her own? Since it is the character doing the voiceover the entire time, this
scene is ambiguous in what it could be. In fact, it is maybe just the narrative non-fiction that does
not represent a specific set of modality of viewing. Yet, it is not until the later scenes when the
enunciator shifts, more of the author is revealed, and more of the other artifices meld together to
reveal that this is the first true essayistic break in the film – both in framework and enunciator.
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VISUAL TRACK #4
Original Reference: Foxes, “Youth”
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The reference for the Foxes’ video is another that was both superficial and meaningful at
once. I was attracted to the ending visuals because of the happiness and light there is in the
darkness, with the use of fire and sparklers in the middle of the night. The bonfire visual track
ends with an injury to the character that starts a hyper surreal interlude. I wanted to show this
track in a celebration of joy though there is a much more sinister tone in my own interpretation.
She is still completely segregated from the other characters as she is lost in her world, which we
are about to enter.
The elements that are introduced in this track are then brought into the following
interlude – both of these together form a “dynamic system [through mise-en-scene] in which a
change in one part brings out the reference in the other,” another common trait in the editing and
exploration of worlds in music videos (Vernallis, 113). When the film transitions out of this track
and into the next interlude, the soundscape of this track – pitched animal noises and nighttime
ambience – is carried over into the polar opposite of this dark world: a reflective world of light
where yet another element is added into the sound mix. Human laughter, carnival sounds, and
decaying machines are consistent motifs that will also appear in other interludes and tracks.
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INTERLUDE #2
Original Reference: Yeah Yeah Yeahs, “Turn Into”

Now we are back in Milane’s mind with a visual reference from one of my favorite music
videos. The spurt that inspired me in this video is extremely brief – only about ten seconds long
– and it involves the idea of reflexivity in a close space. I wanted to find a way to mimic that for
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the aforementioned reasons that tie into the previous visual track. Though I was inspired by a
specific music video for this interlude, what really drives the meaning behind this break is more
essayistic.
Rascaroli identifies that one of the fundamental aspirations of essay film is the “wish to
communicate with the spectator directly, to establish a contact with the embodied audience,
based on an elective affinity” (15). This will now be the first time that the audience makes direct
eye contact with Milane. The audience has experienced her playing director or author. They have
heard her thoughts. Now, it becomes clear with this interlude: this enunciator will involve you.
This interlude provides a respite from darkness, but I still wanted it to feel menacing and
foreboding. After all, she just hit her head and is presumed to be blacked out in the narrative
world. That is why, just as the character is getting more comfortable with her space, the image
and soundscape start to deteriorate. Next up is the aftermath: a complete fusion of dream world
and narrative world.
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VISUAL TRACK #5
ESSAYISTIC BREAK

Coming out of her stupor, Milane is in a blurry world. The space is not clear and
repetition in image and speech and soundscapes bleed to overlap. I view this track as essayistic
for this reason as well as for the characteristics defined by Rascaroli: reflexivity and subjectivity
(22). The soundscape of the previous interlude has not faded away. In fact, it has only become
louder as the narrative characters try to explain to the camera what is going on. It is unclear if
this is Milane’s subjective reality or if this is a tool of artifice, informing the spectator what is
going on, engaging to involve. Whose story is it? Is it the author or the enunciator? Much like the
mirror world the audience leaves behind, the questions the film poses at this point in its journey
depend more on what the viewer is relating to. It is a complete fusion without many answers that
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then immediately bleeds into a few series of interludes, before hitting an abrupt wall with Visual
Track #6 and how normally it presents itself.
INTERLUDE #3
Original Reference: Kate Bush, “Running Up That Hill”
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There are two dance interludes in the film where I embrace the aesthetic of the music
video. I am a huge fan of dance and having dance sequences in the film to inform a state of mind
was one of my first concepts I had of Nightgaze. This interlude comes at the end of a section of
bad decisions, warm images that deteriorate, and a night that did not end well for the character.
The most physical way to present that is through dance. In the Kate Bush video, she is struggling
against others to express freely.I wanted to steal that idea with the sheet and choice choreography
as well as a reinterpretation of image.
This interlude hearkens back to music video theory with sound and temporal space.
Vernallis explains that “sound’s power of the image, the spatializing and temporalizing of the
image and the theatricalization of the characters establishes music video as a form of cinema”
(144). This is embodied most in the dance interlude. There are lines to watch, and there is a
person breaking from this suffocation. There are reflections of images, and then the song cuts
through, clean and straight, fighting to keep up with the form on screen. All this taken into
account – this is a state of mind the spectator is watching and listening. This is when the specific
cinematic language I wanted to establish with the film starts to come full circle.
INTERLUDE #4
ESSAYISTIC BREAK
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This interlude is sandwiched between a brief reintegration into the narrative space with
the acknowledgment of Milane on screen, but the sound gives essayistic clues before completely
diverting away from the character. As Milane wakes in a naturalistic space and tries to recover
from the series of hallucinations and “real” events from the night previous, the audience
encounters three different enunciators: myself for the first time, an excerpt from an Amelia
Earhart speech, and Milane’s POV through film sequences.
These three different poles also correlate to spheres identified by Rascaroli: the
personal/autobiographical corner, the objective corner, and the abstract-universal (23). The
personal or objective could be either Milane’s POV or myself depending on the reading of a
spectator. I muse on the grand about my personal relationship to space, time, and the inward
relationship over images that are supposed to represent me. But then there is – what is to be
assumed – the character of Milane viewing naturalistic images through the lens of a different
medium, film. Which part is which? The abstract-universal is the Amelia Earhart segment tying
the three schools of thought together: simultaneous, expressive, and subjective in authorship and
viewership.
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VISUAL TRACK #6
Original Reference: Paul Thomas Anderson, Punch Drunk Love

This has become one of my favorite tracks of the film not because of the content but
rather the immense deviation it represents by being such a standard scene in a narrative film. The
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inspiration behind the track is more personal than ripped straight from a specific visual reference,
though I did use Punch Drunk Love’s interpretation of an office space most heavily when
storyboarding the scene. What this track consists of is grounding into a strict narrative space.
There are no deviations, nothing but narrative fodder. For this, it is the only track and interlude in
the entire film that accomplishes such an ordinary objective.
There used to be more tracks like this that weighed down my film and through excising
them, I was able to mold this one more into what I wanted it to represent for the character and
the general arc of the film. Rascaroli explains that essay films look to “preserve something of the
process of thinking” (23). While I would not go so far as to call this track essayistic – as it is not,
it is as ordinary as they come – the deviation nearly represents that process of thinking because
of its respite. Every track and interlude leading into it is charged with a visual purpose and an
interpolation of audience versus enunciator versus author. Now there are two minutes where
nothing goes on except sinking in narrative information. This is the only track in the film I can
identify as a breather from the extraordinary – a rare feat I did not think I was going to
accomplish as I assembled the film together.
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VISUAL TRACK #7
Original reference: Beyonce, “Blow”

This is a more narrative-leaning track than most though the setting and reference is full of
intent. After this wild night and a rude awakening, Milane wants to meet a different face, start a
cycle anew. As previously mentioned in this paper, the first project that even inspired me to look
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at my film from a musical/album standpoint was Beyonce’s self-titled visual album. Although
the purpose is much different, I loved how each world was so distinct in visual language and
meaning in juxtaposition with the song. I wanted Milane to go to somewhere that was an echo
visually of where she had spent the last twelve hours but with a different context. The roller rink
Dayglo heaven of the “Blow” video is a reference to that and to the representation of a fresh
start, a new day, something familiar but a setting with a different connotation.
VISUAL TRACK #8
Original Reference: Sky Ferreira, “You’re Not the One”
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This track interweaves with the following interlude, the final dance interlude. The Sky
Ferreira reference also echoes shades of the original party in Pierrot le Fou. It is a good example
of the way open spaces, through color and light, are able to transform into a “club” atmosphere,
which is the “real life” setting it represents.The color schemes are very similar to the previous
party tracks, and now the character is in another undefined space that transitions into a wolf
world tied into a dance interlude. Not only do the same motifs appear, I use these three separate
sections to emphasize a spatialization.
Vernallis says in music videos, the “performers move in and out of synch with the music
and the grid of the frame, to and from a balanced position… In this way, they flicker between the
human and mechanical” (144). This is exactly what I want all these bodies interacting with her to
represent. This is the second phase of the cycle. Once the audience reaches this phase, the
physicality and space between the character – dipping into these alternate worlds that are not
narrative – the mechanical fuses with the “human,” whether the human is the enunciator or the
author, the narrative or the abstract.
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INTERLUDE #5
Original Reference: Bat for Lashes, “Daniel”

This interlude is a continuance of the previous track, fully emerged into the metaphorical
world. Vernallis defines this music video world as “a strange world that bears some resemblance
to reality but also to a realm with another phenomenology – a musical world where sound
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structures events” (144). Sound dominates the previous track and dominates this one, but as a
dance interlude, the sound informs the movement. This is also the metaphorical depression
space, akin to the solo dance interlude, but now she is fighting off these mechanical humans
representative of inner demons. Since it is interwoven with the vague reality of the previous
track, the two scenes juxtaposed together tell the story of these strange worlds unfolding together
in different dimensions – the narrative and the metaphorical. The Bat for Lashes reference is the
inspiration behind the choreography and operates much the same way this interlude does – a
woman trying to break free from the figures that hold her back.
INTERLUDE #6
ESSAYISTIC BREAK

For Visual Track #6, I argue that the massive difference between that track and the other
tracks/interludes are evidence of a respite for a process of thinking for the spectator. In Interlude
#6, I take that concept and use it for the enunciator who appears in three parts much like
Interlude #4: the character, various speeches from different women, and myself. This interlude is
the exhibition of processing all the previous tracks as well as what is to follow. This is where
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“thought does not advance in a single direction, rather the aspects of the argument interweave in
a carpet” (Rascaroli, 23). With this interlude, I tied in the hints of the essayistic that appeared
before – all through the consistent POV of the character watching these naturalistic super 8
images – and make a statement with these three different enunciators. How does this depression
relate to the time and space of existence? This is the question I am trying to answer the whole
film but from the perspective of someone who does not exist that is supposed to be myself. This
interlude serves as the core of the film – what brings all these different pieces together to
formulate what is as clear to be a mission statement for the project.
VISUAL TRACK #9
ESSAYISTIC BREAK

This track is the one that consists of the most separate pieces in the film. There are four
separate sections: a music video-style cut of a day in the character’s world, a narrative section
that anchors the character to another person representative of something more than just a
mechanism, a blurred narrative-metaphorical section, and then another super 8 perspective
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essayistic section. In general, I consider this all to be one track that is essayistic for the
following:
“The structure of the essay film (as well as of the literary essay), in other words,
is that of a constant interpellation; each spectator, as an individual and not as a
member of an anonymous, collective audience, is called upon to engage in a
dialogical relationship with the enunciator, hence to become active,
intellectually and emotionally, and interact with the text. The spectatorial
position is in the singular, because the genuine essay film raises problems and
asks questions, and does not offer clear-cut answers.” (Rascaroli, 35)

After the purely essayistic interlude, the spectator is presented with a track that breaks off
into four different spaces juxtaposed against an interlude that had four different enunciators. The
juxtaposition is intentional. Having given the fodder to muse on, the spectator now has three
minutes of a musical section to witness the character being herself to a third person with no
interaction with the camera. This expands with the narrative sequence and the spectator is shut
out after having been asked to engage in the previous interlude. In this narrative sequence, there
is incongruence with the soundscape of waterfalls and the brief superimposition of super 8
perspective into the narrative sequence. Which is the spectator supposed to engage?
Then, there is the short section that follows the bathtub scene where she is burning tapes
to a soundscape that is purely incongruent. This dissipates into a return to the formally essayistic.
Playing with perspective and expectation is what stretches my narrative attempts into the more
essayistic, especially when they end up firmly rounding out in essay breaks. This track gives the
character the most humanity in the film, but it also firmly grounds her into the unreal and the
real: a decision to choose which is the story to be told lies within the spectator.
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VISUAL TRACK #10
Original Reference: Beyonce, “XO”

Visual Track #10 is my most formal ode to the music video. More specifically, Saul
Austerlitz says, “music video marks the triumph of the visual over the oral, eschewing dialogue
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in favor of style, aura, and plot, propelled forward by a dependence on the cinematic language of
montage as a necessary means of communication” (1). This is not the first montage in the film,
but it is the first one with such a formal homage. The reason I chose “XO” is very similar to the
reason I chose the rink setting for Visual Track #7.
After the previous track, the spectator is unaware which realm of the film is the real or
unreal. Which is the voice they are listening to? Visual Track #10 is supposed to be a noisy,
joyous release from the previous essayistic deviations. The ironic part is while the character is
alone and dealing with that in her own time, she is supposed to start feeling stabilized within her
reality. The question is, which reality is she subscribing to towards the end of this second cycle?
The following interlude and tracks introduce the third cycle of the film, and it is there where the
spectator has to decide what follows this character or what follows the enunciator or author. It
depends on which they identify with.
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INTERLUDE #7
Original Reference: FKA Twigs, “Papi Pacify”

As the final interlude, I wanted to embrace one of the music video’s ethoses of “sensation
over information” (Austerlitz, 2). This is the most striking visual in the film, in my opinion, and
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the one where the character is most alone in nothingness. It is the final frame of mind set up for
the ending tracks. There is nothing but music, black space, and the character forming shapes and
lines in this emptiness. The segment is ambiguous – I prefer the spectators assign their own
meaning to it, though I have my own personal interpretation of what this represents within the
realm of my depression. The FKA Twigs reference is the direct inspiration behind the visual, a
breathtaking clip that originally gave me the confidence to look further into music video theory.
VISUAL TRACK #11
Original Reference: Jean-Luc Godard, Pierrot le Fou

This is a direct recall to Visual Track #2. Same people, same setting, different frame of
mind. Although the color scheme is not exact to its sister track, the idea behind it was the same
from the Godard film. What do artifice, repetition, montage, and soundscape mean now that the
character is presumed to have progressed? What about the blending of the alternate worlds? This
was not clear when Visual Track #2 played, but it is now evident to the audience that this realm
is not the only realm this character exists. Although the events that transpire differ from the
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second visual track, it is up to the spectator to decide whether this character is on a different path
than the one from the previous two cycles.
VISUAL TRACK #12
ESSAYISTIC BREAK

The final track is meant to be essayistic in form as well as an erasure of the artifice of the
character. It starts with a getaway drive to a safe space – water – a continuous motif in all of the
interludes and tracks in the film. Once on the beach, the camera moves away from the character.
There are two appearances, and then the character disappears with a soundscape that is not
natural to the images shown. My intention with this final track lies within “[pretending] to
discover things, but to lay open the self” (Rascaroli, 36). I spent sixty minutes the whole film
building these two parallel worlds where a character exists and where she does not because I take
over the framework as an author and enunciator. I am making this film as a director – that much
is evident in its very existence. Yet, this film’s purpose is not to tell the story of a character
through fictional situations. It is a representation of me in different coinciding realms. It is I in
the most cinematic form I could have created. This track drives that point down.
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Production Staff
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Produced by
Assistant Producer
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Edited by
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JENNA PRITCHARD
JOSH KALTNER
JESSICA SOUTHWELL
BREANNA PANTO
RASHAAD ROSALLE
MAY SANTIAGO
THE GENIES
MAY SANTIAGO
TEJAS PATEL
RASHAAD ROSALLE

Assistant Editor
Assistant Camera

Production Designer
Executive Producer
First Assistant Director
Sound by

Gaffer
Electrician
Production Assistance

Choreographer
Makeup Artist
Sound Mix by
Original Score
Additional Audio
Web Services

Cast
Milane
Theo
Juliet
Blonde #1
Arabelle
Coworker #1
Coworker #2
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JULIET DNO
VICKI GORDON
SASHA HILL
DANIELLE VILLA
MILANE GONZALEZ
JACOB ENGELS
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